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This article considers the previously only partially 
deciphered biography of Sesson Shûkei (16th century) 
through historical materials related to two Rinzai sect Genjû 
school priests with whom Sesson interacted. 
The Rinzai sect Genjû school is theologically descended 
from Zhongfeng Mingben of the Chinese Linji (Rinzai) 
sect Yangqi (Yôgi) school. The Genjû school developed 
throughout the Kantô region during Japan’s late medieval 
period and is known to have been highly influential at the 
time. And indeed, the development of the Genjû school 
was not unrelated to ink painting in the Kantô region. In 
particular, Barbara Ford has offered the interpretation that 
Sesson Shûkei modeled himself after Fukuan Sôki (1280-
1358) and in effect followed in his footsteps. Evidence 
supporting this can be found in the Sesson works remaining 
at Jisôji in Aizu and Fukujûji in Miharu, both temples 
founded by Sôki. 
Sôki was born in Hitachi province, and like Sesson, 
came from the powerful Satake clan. Ford has indicated 
that Sesson’s reverence for Sôki led him to Aizu. After these 
insightful beginnings research has not advanced on the 
connection between Sesson and the Genjû school. This 
article reexamines Sesson’s interactions with the Genjû 
school as seen in the records of two Zen priests, Keishô 
Shûzui and Daichû Sôshin, both of whom were based at 
Hôunji (present-day Tsuchiura, Ibaraki prefecture), a temple 
founded by Sôki that was the base of the Genjû school. 
The Hôunji zakki binran (Hôunji) records compilation, 
bearing a colophon dated 1722 (Kyôhô 7), was assembled 
by Shirin Oku, the 17th abbot of Hôunji who feared the 
dispersal of the Hôunji documents. This compilation 
includes a record of Keishô Shûzui’s visit to Hôunji and his 
recitation of poems in Hôunji’s abbot’s residence Eikôin. The 
connection between Keishô Shûzui and Sesson is known 
from Shûzui’s 1555 (Tenbun 24) inscription on Sesson’s 
Myna Bird and other materials, but the nature of their 
connection had not yet been determined. Ninsai rakusui 
dôjin kôgô, today in the Ishikawa Takeyoshi Memorial 
Library, Tokyo, is the only known collection of sayings by 
Keishô Shûzui. This volume records that he visited Shôjôji 
around the early Tenbun era. Shôjôji is the same temple that 
Sesson entered as a child. And while previously it had been 
thought that Sesson’s interactions with Keishô Shûzui were 
in the Kamakura area from 1550 (Tenbun 19) onwards, we 
can now indicate that these interactions began in the early 
Tenbun era at Shôjôji in Hitachi province.
In 1512 (Eishô 9) Daichû Sôshin, who was born in 
the domain of the Hitachi province Oda family, entered 
the Sôgetsuin (a sub-temple of Hôunji), and was named 
head priest of Kôtokuji in Aizu in the first month of 
1567 (Eiroku 10).  Daichû Sôshin’s book of aphorisms, 
the Daichû washô goroku (Dairyûji, Chiba) states that a 
painter named Sôkansai (相鑑斎 ) visited Daichû in Aizu 
in the 12th month of 1567, and that this Sôkansai had 
also been born in Hitachi province. According to Ogawa 
Tomoji’s research, around 1567 Sesson was going back and 
forth between Miharu and Aizu. From these factors we 
could suggest the possibility that Sesson interacted with 
Daichû, whose circle of connections included Sôkansai 
and the Genjû school lineage.
Previous research on Sesson’s biography had found it 
difficult to connect the dots of his known interactions. The 
records of these two Zen priests allow us to surmise Sesson’s 
interactions with painters Baiinsai, Senka and Sôkansai and 
indicate that their connections were based on the Genjû 
school network.
 (translated by Martha J. McClintock)
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A Landscape Handscroll Attributed to Gion Nankai (Tokyo National Museum)
 By YASUNAGA, Takuyo
One of the works today in the Tokyo National 
Museum, the Landscape Handscroll attributed to Gion 
Nankai (hereinafter referred to as the Handscroll), is an 
Edo period handscroll depicting the Kumano pilgrimage 
route from Wakayama to Nakahechi, Hongû, Shingû and 
Nachi Waterfall, prior to arriving at Kumano. Both the 
scroll title and the inscriptions, such as the waka poems 
brushed across the upper half of the work, were written 
in 1782 by a person named Kisai ( 喜 斎 ), and hence the 
painting on the handscroll is known to have been produced 
prior to that date. The work cannot be firmly attributed due 
to the lack of either a signature or inscription by the painter. 
However, there is a colophon at the end of the scroll written 
in 1842 by a person named Shinsai ( 心 斎 ). The colophon 
states that Gion Nankai produced this painting of the scenery 
he viewed during his numerous journeys to Kumano, and the 
painting was unsigned because it was left unfinished. 
The attributed painter Gion Nankai (祇園南海 , 1676-
1751) was a Confucian scholar for the Kii domain (present-
day Wakayama prefecture and southern Mie prefecture) 
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Generational Change in Modern Kyoto Painting Circles: 
Using the Ex-Doi Tsugiyoshi Materials as Clues
 By TATARA, Takiko
This article introduces two documents from the group 
of materials owned by the Japanese art history scholar 
Doi Tsugiyoshi (1906-1991). Doi was renowned for his 
research on pre-modern Japanese painting. His research 
archives include important materials related to modern era 
Kyoto painting. One of the two items introduced here was 
partially introduced by Doi, while the other was previously 
unpublished.
The first item is a record written by the painter Kôno 
Bairei (1844-1895), a leading figure in early Meiji period 
Kyoto painting circles. The document provides a chronology 
of his production of works under the direction of his former 
teacher Nakajima Raishô (1796-1871), and a list of the 
works that he painted in place of Raishô. Bairei wrote this 
document when he was 28 years old, in 1871. The list of 
289 works consists of 1) those he assisted on, 2) those which 
he produced as surrogate for Raishô, and 3) those whose 
compositions he refined for his production as surrogate for 
his teacher. This list thus indicates that Bairei had completely 
mastered the style of his teacher and responded to rising 
demands for his mentor’s work. Bairei produced this 
whistleblower-like record almost immediately after Raishô’s 
death. This publication date indicates that he sought to 
clear the record regarding his work for his teacher, namely, 
that he had not set out to be a “ghost painter”. This method 
of transmitting a painting style without interruption from 
teacher to pupil was not limited to Raishô and Bairei, rather, 
it was a method common to members of the Kyoto painting 
community at the time.
The second item is the journal of the Kyôto shiritsu seinen 
kaiga kyôshinkai exhibition, which was held in 1891, 20 
years after the first document discussed here. The exhibition 
was organized and operated by young painters living in 
Kyoto, and the judges awarded First Prize to Takeuchi Seihô 
(1864-1942). At the time there was discord among Kyoto’s 
older painters, which in turn prevented younger painters 
from overcoming school differences and cooperating among 
themselves. This exhibition likewise saw numerous issues 
arise, primarily with the judging. This journal indicates 
that the judging questions were debated in public question 
sessions, and indicated how the young painters handed the 
succession of problems that arose. While numerous incidents 
occurred, this exhibition proved to be a massive opportunity 
for advancement by the young painters. In later years the 
young painters of that time spoke of that event, stating how 
the event provided an opportunity for interactions among 
young painters that overcame school affiliations and opened 
new paths for them in their search for new forms of painting 
expression.
As has been previously indicated, the breaking up of 
the school affiliation system was an important key to the 
modernization of Kyoto painting circles. If we focus on the 
will of the young painters, the two documents discussed here 
indicate that huge changes occurred in their thinking. The 
struggles of Bairei’s generation that stood at the cusp of the 
pre-modern to modern eras form the background for these 
changes. Their trial and error process can be seen as having 
prepared the ground for Seihô and others to turn towards 
new forms of painting that superseded school affiliation.
 (translated by Martha J. McClintock)
who was adept at the three scholarly arts of poetry, painting 
and calligraphy. He is renowned today as an early Japanese 
literati painter. The majority of Nankai’s extant works are 
ink paintings of plum trees or bamboo, with not many 
extant landscapes known. The rather vague attribution of the 
Handscroll to Nankai could be based on the fact that there 
are few comparable landscape works painted by him.
However, in recent years several landscape paintings by 
Nankai have been newly discovered, and this has meant that 
gradually his landscape depictions and painting styles have 
become more apparent. Working from the basis of those 
recent studies on Nankai, this article presents a detailed 
analysis of the brushwork and the expression used in this 
Handscroll – aspects of his works that have rarely been 
introduced in the past – and compares those elements with 
their counterparts in the newly discovered Nankai works. 
This process identified several similarities between this 
Handscroll and the newly discovered Nankai works. Further, 
analysis of the depiction of the Kumano pilgrimage path, 
the relative locations of various noted sites, and the altitude 
differences of the path in this Handscroll indicate that these 
features are quite geographically accurate. In other words, 
this painting must have been the work of someone relatively 
well versed in Kumano topography. Given these results, this 
article claims that it is highly likely that Nankai is the painter 
of the Handscroll.
If that is the case, then the Handscroll is quite an early 
example of a true view painting made by an early Japanese 
literati painter. Thus this painting is extremely significant 
and can be posited as having strongly influenced Ikeno Taiga 
(池大雅 , 1723-1776), a literati painter from the generation 
after Nankai. Therefore, through its consideration of the 
historical positioning of the Handscroll, this article proposes 
a hypothesis on the meaning of the Handscroll within the 
history of Japanese literati painting. 
 (translated by Martha J. McClintock)
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